company renowned for its particularly controlling attitude to its own texts), but also between the DVD as a novel kind of 'intra-text' (Brookey and Westerfelhaus, 2002) and its relationship to previous notions of filmic textuality. 3 As a DVD, The Lion King is an extras-laden package, which includes various documentaries and 'interactive' games; as a film, notwithstanding its status as animation, it can be related to the history of attractions in musical/comic traditions. 4 The cinema of attractions provides a useful starting point for understanding this and other DVDs' direct address of their audience, their combination of the spectacular with the intimate, and their technological anthropomorphism. Furthermore, the aesthetic of attractions sheds light on the historic connections between film and the fairground, amusement and theme park, physical spaces that provide the organizational logic to the digital spaces of The Lion King DVD.
The Cinema of Attractions and the DVD 'Intratext'
The cinema of attractions is a familiar concept for critics of both film and new media. According to Tom Gunning, it is the dominant cinematic mode until about 1906-7, at which point the so-called 'cinema of narrative integration', which will come to be associated with D.W. Griffith, takes over (Gunning, 1990: 57) . The cinema of attractions is more concerned with showing off the technological possibilities of the cinematic apparatus than the subsequent, more narrative-driven cinema: 'contrasted to the voyeuristic aspect of narrative cinema analysed by Christian Metz, this is an exhibitionist cinema' (Gunning, 1990: 57) . This exhibitionism is technological (the apparatus and its illusory tricks are on show), but it is also performative. This performative exhibitionism is manifest in the predominance of direct address in the cinema of attractions -'the recurring look at the camera by actors ' (1990: 57) . Direct address is not only intrinsic to the cinema of attractions through the on-screen actor, conjurer or illusionist, but is also, importantly, a feature of the film's exhibition by an exterior showman (see Gunning, 2004: 45-6) . Indeed, in the cinema of attractions, the exhibition of the film and the film itself were not easy to distinguish; the notion of the film text as discreet entity did not exist. It is perhaps for this reason above all that the concept has attracted theorists of new media. In the case of abundantly packaged DVD intraxtexts cited here, it is just as difficult, and inappropriate, to extricate the film from the context in which it is presented.
Gunning's innovation was chiefly to question previously dominant models for early cinema which worked upon a clear teleology, the dominant force being the inexorable move towards greater realism. So, whereas some histories have seen the development of the close-up as a move towards continuity editing, in the cinema of attractions the closeup is considered primarily as unabashed technological exhibitionism (Gunning, 1990: 58) . Partly because of Gunning's brief allusion to the continuation of the cinema of attractions as an undercurrent emergent in later genres (he cites the musical, 1990: 57), the concept has been called upon in a variety of critical contexts. For example, it has been evoked in 'national cinema' approaches that seek to resist the dominant paradigm of classical (Hollywood) cinema (Vincendeau, 2004: 138) and in other work historicizing recent special-effects spectaculars (King, 2000: 29-30) . The cinema of attractions is also used to link the cinema to other forms of sensation. For example, both Andrew Darley (2000: 31-57) and Geoff King (2000: 178) link the visual and experiential spectacle represented by 'special venue attractions' such as 'Back to the Future: The Ride' to the attractions of early cinema. (Later, we shall note the reinscription of such ride experiences into many DVD extra activities aimed at children).
Particularly relevant here is Bolter and Grusin's comparison of the cinema of attractions with recent Hollywood blockbusters within the context of 'transparent immediacy' ('the denial of the presence of the medium') and 'hypermediacy' ('a fascination with the medium itself'):
The set-piece attacks of the dinosaurs in Jurassic Park [Spielberg, USA, 1993] and The Lost World [Spielberg, USA, 1997] (Bolter and Grusin, 1999: 157) If, as Bolter and Grusin point out, modern viewers are aware of the special effects as special effects, this awareness is now promoted most explicitly by the DVD. Many of the 'extras' included on most DVDs, from audio commentaries to behind-the-scenes documentaries, provide details of the technical procedures used to create the film's spectacular set pieces. Though the first supposedly credulous spectators of the films at the Grand Café may not have possessed this degree of extra-textual knowledge, one should acknowledge the promotion of such awareness by various means during classical, studioera Hollywood (roughly 1927-60). 5 The genre Gunning alludes to as a continuing source of 'attractions' -the musical -would regularly offer the 'oscillation between immediacy and hypermediacy produced by [its] special effects'. Writing of the spectacle of Fred Astaire, Steven Cohan compares two numbers in Royal Wedding (Donen, USA, 1951) , 'Sunday Jumps', a dance solo in which Astaire's seemingly boundless energy entangles him in gym apparatus, and 'You're All the World to Me', in which the dancer seems to defy gravity by dancing on the floor, walls then ceiling of his room:
If the first solo [in 'Sunday Jumps'] (Cohan, 2002: 91-2) As Cohan suggests, the Hollywood studios devoted considerable resources and energies to the promotion of such moments as technical tours de force 'not to be missed'. As with Royal Wedding, magazine and newspaper advertisements/articles, press books, and, later, television shows, would reveal the secrets behind the cinematic tricks of a man dancing on a ceiling. However, until the DVD, these extra texts remained spatially and temporally separate from the film text itself. As Brookey and Westerfelhaus have discussed, the DVD thus participates in a transition from a particular kind of industry-sanctioned intertextuality to intra-textuality, which connotes a different kind of synergistic control. (Brookey and Westerfelhaus, 2002: 24) Across this transition from the intertext of film with ancillary promotional material to the DVD as an intratext, combining film with promotional material, Disney displays its mastery. Through television shows such as NBC's The Wonderful World of Disney, hosted by 'Uncle Walt' until his death in 1966, Disney personified his company's 'family values'. These TV shows promoted the films, the technical innovations used to create them, and of course the theme park based around them. Now, such strategies can be achieved on the DVD, which, in its 'interactive' novelties, can also promote other media products and experiences such as computer-game spin-offs.
The gap between Disney's initial cinematic release of The Lion King and its 'special edition' DVD illustrates the evolution of these promotional strategies. One of the film's most spectacular scenes sees the stampede of thousands of wildebeest; this was recurrently singled-out in the promotion of the theatrical release. News spots and television programmes stressed the 'state-of-the-art' technology used to animate this scene -it was said to have been innovative in combining two-dimensional, conventional, hand-drawn animation with three-dimensional computer rendering. On the DVD, both the audio commentary on disc one (which describes the scene as 'probably the centre-piece of the movie'; seven minutes that apparently took three years to complete) and a documentary on disc two entitled 'Computer Animation' unveil the technical processes employed. The wildebeest scene represents a fairly typical moment of spectacle familiar to viewers of contemporary cinema; its prominence on the DVD illustrates the importance of the connecting promotional discourses. 6 Its scale, its abundant visual and aural qualities encourage us to ask: 'Wow, how did they do that?' 7 Within the DVD intratext, this question is no longer merely symbolic of the awe experienced by the spectator, but is directly answered by the extra materials.
I would argue that the oscillation between 'immediacy' and 'hypermediacy' discussed by Bolter and Grusin is further reconfigured by the temporality of the 'DVD of attractions'. The particular temporality of the DVD is evident in the way it allows the user to access moments of the film, and in the way that some DVDs enable the user to access extras from within the film. For example, in relation to the former, one can draw clear parallels with the promotion of early cinema. Gunning emphasizes the raw, quantifiable relationship between spectacle and narrative in the cinema of attractions. (Gunning, 1990: 61) This timetable reminds one of the 'chapters' present on almost all DVD discs. 8 It is debatable what contemporary patrons of Ben Hur did with such information, aside from recognizing it as a gimmicky way of advertising an abundance of spectacle -it is hard to imagine many spectators wandering in at 10.29 to catch The Last Supper. However, DVDs organize their chapters in a similar way, often providing a brief title to describe the main events contained in each. In many DVDs, this appears simply to be a means The cinema of attractions is thus defined by 'a jagged rhythm [which] catches the irruption of a different, nonconfigured temporality' (Gunning, 2004: 45) . Such temporality finds echoes in more modern cinema, as in the transition to a number in a musical or, perhaps somewhat more smoothly, the way the obligatory awe-struck crowd prepares us for a moment of Steven Spielberg spectacle. Of course, in these two examples the spectacular moments are moulded and contained by narrative. However, such a temporality is much closer to the 'not-so-linear' functionality of DVD.
The disc for the animated film Shark Tale (Bergeron et al., USA, 2004) provides a more unusual instance of chaptering than the musical DVDs cited earlier. Shark Tale contains a standard chapters function available off the main menu of the disc, but within a menu named 'Dreamworks Kids' (Dreamworks is the studio behind the film) there is an alternative means of accessing scenes of the film. Named 'Fin-filled scenes' (the menus reproduce the fishy puns of the film text), this function differs from standard menuing in a couple of crucial ways. Firstly, moments of the film are grouped into categories rather than reflecting its chronology. These categories are 'Laugh Out Loud,' 'Gross Out!!', 'Dance Scenes', 'Lenny and Oscar' and 'Ernie and Bernie'. The categories offer the user a variety of moments, or attractions, arranged, respectively, into general comedy, the more scatological, musical numbers and two different comic character double-acts. Another crucial difference from normal DVD chapters is that these are not simply access points to the film, but are moments made discrete by the DVD's encoding. One chooses a category, then a particular moment within that category, and is then given a brief burst of action, which can last from around ten seconds to a couple of minutes. The disc then returns to the root menu. These are moments of pure spectacle made separate from narrative in a way reminiscent of the 'sudden burst of presence' of early cinematic attractions. Of course, on a DVD, this is 'interactive' and user-led, but the effect is the same: it distils linear filmmaking down to its base spectacular elements and stresses the 'jagged rhythm' of the attraction. While this function is particularly fitting for numbers in a BROWN: 'THE DVD OF ATTRACTIONS'? 173 musical, it is also suited to comedy, that most 'alienated' of genres (Naremore, 1988: 114) . It can also be seen to enrich the repeated home viewing of a film text such as Shark Tale for its young viewers. One can imagine the thrill of rewatching the film and anticipating a favourite moment -anticipation built in the DVD viewer with a temporality announced by 'Now you see it, now you don't'. Indeed, added to the exclamations Cohan imagines ('Wow, look what he can do!' and 'Wow, how did they do that!'), this phrase may help us define the temporality of the DVD of attractions. Crucially, it addresses the audience directly, and as we look at disc one of The Lion King, direct address becomes central to our linking of DVD to the aesthetic of attractions. This jagged, non-configured temporality is even more prominent in special features that combine extra materials with the primary film text. For example, the Singin' in the Rain special edition includes a feature entitled 'Singin' Inspirations'. When activated, icons appear during the film, generally during the musical numbers, allowing the viewer to click enter on their remote control and view the original rendition of, for example, 'Singin' in the Rain' in The Hollywood Revue of 1929 (Reisner, USA) . This function is almost identical to the 'Follow the White Rabbit' feature on the DVD for The Matrix (Andy and Larry Wachowski, 1999), which shows brief documentary films on the special effects work behind a particular scene. 9 A more intrusive version of this function appears on the Moulin Rouge! DVD, with its 'Behind the Red Velvet Curtain' special feature. The back of the DVD box proclaims how this special feature 'lets you glimpse a historical, technical, and artistic view of Moulin Rouge!' In practice, when activated, the function interrupts the normal narration of the film with a short documentary on the history of the Parisian night club or, more frequently, with material detailing the 'extraordinary artistic endeavour' that is Luhrmann's film. All these functions are indicative of the limited interactivity of the DVD intratext. Indeed, the term 'reactive' seems more appropriate to the 'Behind the Red Velvet Curtain' feature -but even this implies that the audience has much more control than they in reality have. As Brookey and Westerfelhaus note, 'the rhetorical advantage of DVD intertextuality' is evident, as it 'invests the viewer with a greater perceived sense of agency ' (2002: 24) .
Before we turn to one particular case study, it is worth noting some other correspondences between the aesthetic of attractions and certain kinds of DVD intratexts. So far we have emphasized attractions as embodied in moments of filmic spectacle -for example, a musical number or the stampede of thousands of animated wildebeest -and how these moments are differently emphasized by various DVD intratexts. In DVDs aimed at children or a family audience, the attractions of theme parks and roller coasters are also recreated in a variety of extra activities, particularly in 'set-top games'. This helps to reformulate previous links between cinematic spectacle and the thrills of the theme park. Indeed, this link was a tenet of the initial formulation of 'the cinema of attractions', a term borrowed from Soviet film director Sergei Eisenstein's 'montage of attractions':
. . . it is important to realize the context from which Eisenstein selected the term. Then, as now, the 'attraction' was primarily a term of the fairground, and for Eisenstein and his friend Yutkevich it primarily represented their favourite fairground attraction, the roller coaster, or as it was known then in Russia, the American Mountains. (Gunning, 1990: 59) Not only do many modern children's and family DVDs seek to recreate the thrills of theme parks and fairgrounds, some such films are themselves based on rides. (Minkoff, USA, 2003) contain documentaries about the rides that inspired them and special features that, to a greater or lesser extent, recreate the experience of the rides (with the added appeal of 'interactivity'). For example, the DVD of The Haunted Mansion (a film seeking to make up for poor theatrical release figures with an abundance of DVD extras) contains a feature entitled 'Disney's Virtual DVD Ride'. The viewer takes the position of one of the theme park's 'doom buggies' and moves through the spooky spaces of the DVD by following on-screen arrows. Pirates of the Caribbean's 'Below Deck' feature is not so much a recreation of the thrills of a ride, but a way of navigating historical information about real pirates through a feature that recreates something of the experience of the original audio animatronics of ' The Pirates of the Caribbean'. The viewer 'travels' below deck through various rooms and clicks on particular parts of the ship to uncover its history, which also underlines the research that went into the film's production. Cross-platform and cross-media convergence takes many directions and many forms in these two films.
This kind of gimmickry is not limited to the more playful genres aimed at children. For example, the DVD of Scorsese's Gangs of New York (INTL, 2002) allows a 360-degree view of the 'Five Points' set, a function that enables the DVD user (however superficially) to penetrate space in a way denied to the film spectator. Many other DVDs base their menus around the spaces of their films and echo the 'enclosed environmental artworks' of the Disney oeuvre. It is worth noting, however, the prevalence of set-top games on children's DVDs; games that one might better term virtual roller coasters. The DVD release of Harry Potter and the Chamber of Secrets (Columbus INTL, 2002) contains one such game, called 'Escape from the Forbidden Forest'. The DVD user is required to steer this ride with touches of the DVD remote control, the on-screen image speeding and swooping through a dark, digital forest. Reactivity is however rather limited; the aim instead seems to be to dazzle or distract the user with the aesthetics of a high-speed ride. Clearly one is seeing the combination of older forms of sensation, such as the roller coaster, and the experience of the computer game. Indeed, Spy Kids 3-D: Game Over (Robert Rodriguez, USA, 2003) is perhaps the ultimate convergence text in this regard. Taking video games as the premise for its narrative, this risible piece of filmmaking becomes a slick DVD package. The DVD contains a relatively sophisticated game, which reproduces a high-speed, roller coaster-like scene from the film -a spectacular set piece surely designed with the DVD or a computer-game tie-in in mind. 10 As early cinema often sought to emulate the thrills of the fairground, these kids' DVDs simulate theme park simulation rides.
The Lion King's Digital Dominion
The Lion King Special Edition won a British Academy of Film and Television (BAFTA) Interactive award for best DVD in 2003. It is exemplary as a quality DVD object, because of the wealth of material on its two discs, the sophisticated animated menus, the relative status of the film (seen as a high point of the last golden age of Disney feature animation), and the package's apparent aspirations towards some educative value -the 'natural history' dimension must have attracted the BAFTA voters. The elements of exhibitionism, direct address of the audience and the importance of a showman figure intrinsic to the cinema of attractions are clearly illustrated by The Lion King as with other DVDs. First, following convention, the technology and illusory techniques behind the original theatrical release are prominently exhibited through a variety of extra features. Direct address is the structuring mode of address of DVD presentations generally, in ways that parallel the televisual but often go beyond it. DVD direct address ranges from behind-the-scenes documentaries to optional aural direct address by, mainly, the filmmakers on commentary tracks. (Furthermore, that menus are the basis for the DVD underlines the direct, reactive relationship the text requires of the viewer). Finally, we have remarked the dissolution of traditional boundaries between primary film text and secondary promotional material in the constitution of DVD as intratext. In the case of The Lion King disc one, this is exemplified by the creation of a virtual showman figure (an animated bird) who addresses the audience directly in order to act as a guide through the entertaining extra spaces of the DVD.
The Lion King is divided into two discs, the first containing the film and extras clearly aimed at the younger members of the family, disc two containing more weighty material (a 'virtual safari' aside), such as behind-the-scenes documentaries. This division between discs one and two is itself revealing, but first, one must examine the introductions to each disc separately, and apply techniques of textual analysis to the flow of their menus, warnings, advertisements and various brand markers.
After the obligatory FBI warnings and the Disney Home Entertainment 'ident', disc one opens with a series of advertisements. (Disney DVDs and videos are well known for heavily advertising other Disney products, particularly films). The first is for Disneyholidays.co.uk, featuring a child chasing a Mickey Mouse balloon through Disneyworld. There are then trailers for the theatrical releases of Brother Bear (Blaise and Walker, USA, 2003) and Finding Nemo (Stanton and Unkrich, USA, 2003) , and for the direct-to-video/DVD release of The Lion King 3: Hakuna Matata! (Raymond, USA, 2004) . All three animated films are made by or affiliated with Disney. 11 The significance of the placement of the Disney resorts advertisement will become more apparent later, but it is first worth remarking on a couple of interesting characteristics of the Brother Bear and The Lion King 3 trailers. While Brother Bear is announced as 'only in theatres', the trailer curiously resembles that for a DVD. Scenes from the finished film are interspersed with the original line drawings for the animation and also behind-the-scenes footage of the voice artists, the recording of the soundtrack and the real bears used to model the film characters. Recognizable conventions of DVD deconstruction are thus projected onto a film even before it was released in the cinema.
The entirely animated advertisement for The Lion King prequel is also highly reflexive. The characters of Timon (voiced by Nathan Lane) and Pumbaa (voiced by Ernie Sabella) sit in front of a television screen showing the original Lion King. Timon than holds up a remote control and fast-forwards 'to the part where we come in'. Pumbaa counters, 'You can't go out of order . . . [otherwise] everyone is going to get confused'. After battling over the remote, they agree to rewind before the beginning of The Lion King's story to tell their part in it: 'Let's take them on a backstage tour, behind-the-scenes for a revealing and intimate look at the story within the story'. The language is notable for its archknowingness and its clear use of a discourse now very familiar in DVD extras. While clearly aimed at children, they joke with concepts of multiple entry points and viewer control familiar from theories of home media consumption. It shows a level of self-referentiality intrinsic to our understanding of DVD and attractions.
When the advertisements and trailers are finished, we move into the disc's main menu. A sophisticated piece of animated filmmaking in its own right, the menu is remarkable first of all for its duration -over two minutes by the time the animation and main part of the accompanying voiceover has completed. The menu begins with an extreme close-up of a chalk image of the lion-cub hero Simba. This image is recognizable to viewers who have already seen the film as one from a prophetic chalk drawing by soothsaying baboon, Rafiki, in his home, 'the tree of life'. His voice whispers, 'It is time', and Rafiki's thumb wipes across the forehead of the chalk drawing. The image then dissolves into a continuous shot following the king's chief aide from within the film, a bird named Zazu, as he flies across the kingdom ('the Pridelands') of the film. 'Africanesque' music, like that featured within the film, accompanies Zazu's flight as he soars and swoops across the digital landscape -it is clearly a computer rendition, prepared specially for the DVD, of the traditionally animated landscape of the film. The qualities of Zazu's flight and the camera's movement around him (it sometimes appears to strain to keep up, falls behind, then catches up) parallel those in the virtual roller coasters cited earlier. 12 There are moments (for example, when Zazu flies through a skull in the elephant's graveyard) when it appears as if we might crash into some object, only for the camera/Zazu to effect some spectacular manoeuvre to avert disaster.
The dialectic between spectacle and intimacy could be said largely to define the aesthetic of attractions. In the cinema of attractions, this would be achieved in the combination of moments of cinematic shock, rupture or artifice (as in a Méliès special effect) with the central place of direct address by a filmic or extra-filmic agent (actor or showman respectively). More fundamentally, a moment of spectacle in the cinema of attractions marks itself out as artifice and thus affects a kind of intimacy/collusion with the audience. The menu of The Lion King disc one moves from the spectacular to the intimate as Zazu lands on 'Pride Rock', a central setting for the film and the seat of the lion king's throne. He turns to the camera and, apparently startled by our presence, exclaims, 'Visitors!' in a double-take. It is thus doubly a moment of intimacy via this character's direct address and the use of a key space within the film to anchor it.
Steadying himself after this shock, Zazu gathers his dignity (his character's pomposity and rigid adherence to courtly etiquette is a joke within the film) and says he will have to 'improvise'. He moves in closer to the camera, then sweeps his wing across the screen, telling us, 'Behold! The wondrous realms of the Pridelands'. With the movement of his wing, the rock on which he is standing recedes to show a landscape, the bottom half of which is taken up by the menu options, which include 'Scene Selection', 'Play', 'Tree of Life', 'Grasslands', 'Set Up', 'Jungle', 'Elephant Graveyard', 'Index', 'Disc Two Preview'. Aside from the self-explanatory standard DVD functions, these denote different spaces from within the film, which, in the DVD menu, represent different kinds of extras. (This disc being aimed at younger children, most of these spaces contain games, while the 'Elephant Graveyard' holds deleted scenes). His voiceover tells us that each area is hosted by its associated character(s) from the film, and in a bit of comic business, he favours certain hosts (principally himself) over others. In the context of the attractions' schema, what is interesting about his gesture over the landscape is how much it resembles the theatrical gestures of early cinema showmen. However, his 'Behold!' does not announce BROWN: 'THE DVD OF ATTRACTIONS'? 177 the arrival of a moment of spectacle. The landscape that follows is relatively flat and uninteresting in comparison to that which was spectacularly traversed in the opening of the menu. Instead, it is a gesture of digital dominion, as the wealth of extra material is what is on display. Aside from being in the middle, the film ('Play') is no more favoured than any other, and the voiceover does not mention it at all. Seen from this viewing platform, the film is just one small element amongst others.
'Total Environmental Control'
As with many special editions, disc two does not contain the film but rather the majority of extra features. After a choice of language, we go straight into an animated menu, which has a more adult address than that on disc one. While of a similar length, the animation is much simpler than that analysed earlier. The menu is designed with a savannah landscape at the bottom silhouetted against a huge globe. The globe begins its movement focused on Africa and then continues to rotate, the colour changing as if day turns into night and back again. In front of the globe there are six options designated by the continents Asia, Africa, Australia, Europe, North America and South America. A different set of options is marked over the dark landscape at the bottom: 'Story', 'Film', 'Stage', 'Virtual Safari', 'Music' and 'Animals'. The animation is simple compared with the flight of Zazu, but has a grander feel. This is underscored by the bombastic orchestral music, and also by the explanatory voiceover that accompanies it. Whereas disc one offers an animated bird as a guide, on disc two the disembodied, wellspoken, British voice of Jeremy Irons (also a voice actor in the film) intones: The length of this voiceover is itself noteworthy, but the touristic language is of particular interest here. DVD producers often experiment with how to make large amounts of material easily navigable. While other DVDs offer filmed introductions (Disney/Pixar's 2001 Monsters Inc.) or pull-out maps (Peter Jackson's 2001-3 The Lord of the Rings films), here they employ a high-toned voiceover to explain the purpose of the different sets of categories. These categories in fact represent two different means of accessing the same material, creating the illusion that there is more material than there actually is. Aside from The Lion King being referred to as a 'world-wide phenomenon' and a 'world fable', the logic in arranging the menu in terms of continents appears loose, since the film itself is as tied to an image of one particular continent as one could imagine. Indeed, when one travels (and imagery of travel and tourism abound in the voiceover) into most of the individual continents, there is only a very loose relationship to those places, with no relationship at all to Australia or Asia, though obviously a more identifiable relation to the Africa section. However, in familiarizing oneself with the various sub-menus and the promotional-documentary materials therein, and particularly when one enters the North America section, one gets a sense of an organizational logic circulating around various aspects of the Disney brand. The North America section is arranged around key seats of the Disney corporation: Burbank (home of the corporation's headquarters); Orlando (Disneyworld); Glendale (traditional home of Disney animation). The exception is New York: however, this section focuses on the Broadway musical adaptation of the film. The different sub-sections relate to different aspects of the corporation: 'Burbank' includes general material on 'Disney and animals'; 'Glendale' contains technical documentaries on animation); and of particular interest when considering the question of attractions, the Orlando section provides information about Disneyworld's loosely Lion King-themed 'Animal Kingdom Park'. The rhetoric of Irons's voiceover can thus be understood according to the logic of the Disney theme park. Indeed, as the disc is organized into different continents, so too the Disney theme park seeks to offer 'a whole world in one place'. This world includes 'Mainstreet USA', the nostalgic heart of both parks, the vaguely European fairytale space (with castle) of the 'Magic Kingdom' and the newer 'Animal Kingdom Park' centring on a safe and sanitized version of an African safari. Margaret King writes: The 'total environmental control' of the Disney theme parks provides a compelling metaphor for the organization of the DVD intratext and brings us back to our notion of a 'DVD of attractions'. Gunning, along with other theorists and historians, has cited the World Fairs of the 19th and early 20th centuries as sites for early cinema exhibition and important precursors to cinematic modes of viewing (see also Friedberg, 1993: 68-90) . The World Fairs were also the prototypical theme parks, often arranging sights and spectacles into different countries or continents (this was particularly the case with the colonial powers). By creating an immersive landscape, the Disney theme park emulates this model, but also tames the more heterogeneous arrangement of attractions found in an amusement park.
The invisible infrastructure of the theme park Margaret King cites could equate with the digital encoding that makes one's 'journey' through The Lion King more carefully managed than the menu's language suggests -this is more the tourism of a coach tour than a real adventure. Indeed, it becomes clear when accessing the extra materials of disc two either through a 'self-guided' or a 'chartered tour', one ends up seeing all the same material. To follow a path though disc one to disc two is not simply to view a series of activities and materials extra to The Lion King film; it is to circulate through 'an enclosed environmental artwork' akin to the Disney theme park itself.
As noted earlier, disc one opens with an advertisement for Disney Holidays, which features a child chasing a balloon through the 'magical' landscape of Disney World. The 'guide' for the disc one menu similarly demands childlike wonder, his 'Behold!' indicating a series of spaces devoted largely to play. To follow the path further, the 'Disc Two Preview' on disc one trumpets in particular the 'virtual safari', the name for a set-top game, but also a term one could use to describe Disneyworld's 'Animal Kingdom Park', which will also be promoted on disc two. Both the 'virtual safari' game and the documentary about Disney's 'Animal Kingdom Park' promote the park in differently synergistic ways. The first simulates the spectacle and experience of a roller coaster, to the extent that, at the end, the animated guides jokingly reassure the viewer that 'it was only a ride', and offer photos much as one may purchase at the end of a ride in a real theme park. The documentary 'featurette' about the 'Animal Kingdom Park' echoes the quasieducational discourses that have long underpinned the family appeal of the corporation, its parks and its products. The immersive world of a Disney holiday is promoted to young and old alike (the latter importantly holding the purse strings) as a space in which 'there is more to be seen than has ever been seen', a line from The Lion King repeated in Jeremy Irons's promotion of the 'added value' of materials on disc two of the DVD. That large multimedia corporations such as Disney like to promote themselves and their products across various platforms is not in itself much of a revelation. However, the DVD provides an invaluable modern media object in which to remark the complex circulations of media convergence. Furthermore, the jagged temporality of the aesthetic of attractions, its forms of display and spectacle, and its historic links to the early cinematic exhibition contexts of fairs and amusement parks, are largely tamed by the 'total environmental control' of a family DVD like The Lion King.
Conclusion
The term 'DVD of attractions' is followed by a question mark in the title of this article and, by way of conclusion, we can now reflect on the benefits and limitations of this concept. The model of the cinema of attractions may be useful in searching for the equivalent aesthetic consequences, the artistic and commercial logic of a booming technology in its first ten years of mass exposure. The attractions paradigm enables close attention to precedents for the technological exhibitionism of DVD technology and its more direct address of the audience. DVD in the late 20th and early 21st century, like the cinema of attractions a hundred years earlier, attempts to familiarize a new form of visual spectacle and display through the intimacy of direct audience address and even anthropomorphic/ virtual interlocutors. 'DVD of attractions' also puts into relief (and some historical context) the convergence of home cinema with the sights, sounds and experiences of the fairground, amusement arcade and theme park. Where the concept of a 'DVD of attractions' may appear less useful is in relation to the more pessimistic portrayal of a particular DVD like The Lion King as a carefully managed intratextual whole. Rather than an emergent medium at play with its own conventions, the DVD seems to have come fully formed as a tool for the (multi)media conglomerate. However, one need not become deterministic about what ends the formal qualities of the DVD will serve. I hope my attention to the constitution of particular DVDs underlines the importance of close textual analysis, and of giving consideration to the extra material that increasingly surrounds the primary text. How one conceives this textuality in the first place is of course partly determined by questions of disciplinarity. This article has sought to promote the benefits of a broadly
